It will be my contention that in this text, which recounts the death of a traditional storyteller, Chamoiseau explores a particularly vexed aspect of the West's construction of sameness and alterityone that has, I believe, been overlooked in the theoretical explorations of this topic. More specifically, while it has consistently been noted that grasping the relationship of oral versus literary traditions is fundamental to any understanding of the Caribbean (or more broadly, African diasporic) tradition, I, in turn, would like to elaborate on this opposition between the spoken and written word.' I will be proposing that Chamois eau's Solibo Magnificent takes the relationship between writing and speaking away from a conventional dialectical opposition by introducing the realm of the musical into the equation.
This study will therefore have two parallel aims. The first objective will be to add to the already abundant critical attention paid to Chamoiseau's fictional and theoretical writing and to the process of "creolite" associated with his work.2 The second will be to explore this one novel, Solibo Magnificent, as a way of understanding how and why the Western literary and intellectual traditions regiment the relationship between the musical and the literary. In combining these two objectives, I will begin to explain how this particular work is exemplary of the strategies certain non-Western texts employ to disentangle themselves from the epistemological traps of literature and music's opposition. Ultimately, I will hope to have uncovered how Solibo Magnificent charts a tenuous path through the shoals of a tragically binding order by systematically confusing the two categories of music and literature as distinct media.
In his 1994 study, The Location of Culture, Homi Bhaba posits that:
The language of critique is effective not because it keeps forever separate the terms of the master and the slave, the mercantilist and the Marxist, but to the extent to which it overcomes the given grounds of opposition and opens up a space of translation: a political object that is new, neither the one nor the other, properly alienates our political expectations, and changes, as it must, the very forms of our recognition of the moment of politics. (25) Bhaba addresses a number of charged questions-not the least of which is how to preserve the inherently political nature of writing (the very act of writing) while ensuring that it will not perpetuate a hegemony whose articulation and maintenance has historically been its primary task. As 20th & 21st Century Literature, Vol. 28, Iss. 2 [2004] , Art. 6 https://newprairiepress.org/sttcl/vol28/iss2/6 DOI: 10.4148/2334-4415.1584
In the epigraph to Solibo Magnificent, Chamoiseau hints at the strategies that he will employ to find a new voice that reconciles music and language. Here, he cites three artists. After author Edouard Glissant and musician Althierry Dorival, he gives us a Western writer, a member of the canon, whom, the epigraph assumes, we all recognize: Italian novelist Italo Calvino. The passage states that, "what is at the center of the narration for me is not the explication of a strange fact but the order that this strange fact develops in itself and around itself: the drawing, the symmetry, the network of images which assembles around it, as in the formation of a crystal" (viii).
By citing these lines, Chamoiseau appears to insinuate that the Western writer privileges an immediate structural coherence that binds writing to the rigorous rationality of the Western project. For Chamoiseau, Calvino's writing strives for the ideal of the crystal: transparent, ordered, and yet paradoxically visible.'
Following Calvino there is a line from Haitian singer Dorival who calls out: "Me zanmis Ste nouye" 'Oh God my friends! Where are you?' Calvino's crystalline language now stands in sharp contrast to this Creole voice whose Western reader looses all bearings other than an uncanny sense of alterity, or the "exotic." Unlike the case of Calvino's crystal, no specific image stands out. Rather, one experiences the physical strain of attempting to get one's mouth around this foreign tongue whose "strangely familiar" closeness to recognizable French only adds to the sense of unease. The appearance of a literary transcription of the Creole also underscores the evanescent musicality of a language whose community doesn't write. How could we find it anymore than it can find us?
Finally (though it is first in the text), uniting these two apparently opposed articulations is Martinican theorist, novelist and poet Edouard Glissant, one of the inspirations for the movement and concept of Creolite. Calvino might remind us of the West's will to rationality, and Haitian singer Dorival that of rationality's antithesis. Glissant instead chooses to, "evoke a synthesis, a synthesis of the written syntax and of the spoken rhythm, of writing's (acquiredness' and the oral `reflex; of the loneliness of writing and of the participation in the communal chant-a synthesis which seems to [him] interesting to attempt" (viii) .
The oral and the literary, the literary and the musical, Black and White, are reorganized into a new medium that is a product of their respective energies. Of equal importance is the counterimperative tone of, "interesting." The order and precision, the policing instinct that one might perceive in Calvino's language is replaced by the paradoxically disinterested implications of "interest." Likewise, the evanescence and "pre-cultural" aspect of the oral tradition are merged, thereby highlighting Calvino He used the extra hands that drum men keep hidden, and they quickly turned and turned in mountainous echoes, crystalline crashes . . . communicating to anyone who could hear (whoever opened himself before it) the expression of a rummy voice, superhuman but familiar. (14) The drum and drummer, Sucette and his Ka, tease out the rhythm-story for those who have freed themselves sufficiently from the tyranny of writing to hear the verb it also vehicles. It should be noted in passing the association of the Sucette with the crystalline quality of writing advocated by Calvino in the epigraph to the novel.' And just as the drum beats out a rhythm, melody, and verb, Solibo's voice provides a rhythmic accompaniment to the voice of the drum:
His voice whirled, ample, then thin, broken then warm, mellow, then crystal or shrill, and rounding off with low cavernous tones. A voice splitting with caresses, tears, enchantments, imperial sobbing, and shaking with murmurs, dipping, or fluttering along the limits of silent sound. (107) Solibo's voice, in its oscillating delivery, provides a vocal rhythmic counterpart to the sound of the drum, thereby achieving a verbal musicality. In trading functions, the drum and the voice weave through each other and across the mediatic boundary. Similarly, Chamoiseau's work as character/narrator provides the same conjunction of media. If the verbal quality of his novel as a novel is obvious, the rhythmic is present throughout it as well. The movement from Creole to French, the toying with the sonic possibilities of language, the onomatopoetic rendition of Sucette's drum solo at the start of this final chapter, and the structure of the novel itself all lend a powerful musicality to the text. In duplicating the same performance he ascribes to his main character, the author not only breaks down categories within the novel, but he also speaks across the border separating himself from his characters. This relentless referential erosion allows the novel to selfreflexively challenge, its own paradigms just as it simultaneously questions-and proclaims-its own status within the greater literary context.
Perhaps one of the most significant expressions of this double agenda is the rocking rhythm of the "ii" sound of each of Solibo's calls and the "aa" sound of the audience's response. There are numerous names for this practice. In the Anglophone Caribbean it is called "crick-crack" and "krick-krack" or "yekrik-yekrak" in the Francophone Caribbean." This is also closely related to the African American tradition of signifying." During the performance, at select moments, the storyteller finishes a line with a word (drawn from a handful of acceptable possibilities) that ends in "ii," for example "misticrii." To show their approval of the story and their participation in the event, the audience will respond with a word that ends with "aa," in this case "misticraa." As a group, and through this rhythmically driven exchange, they, including Chamoiseau both as a member of the audience and as the author of the novel, as well as ourselves as readers, are carried into a realm in which identities move in and out of focus and/or merge.
All those involved with and in the novel are responsible for the verbal and musical quality of these ritualized sounds that serve to remind us that the ritual is first and foremost the communal-a "Being Together" that doesn't depend on exclusion.
In addition, Solibo refuses to exclusively occupy neatly delineated place on the historical temporal continuum. Instead, he navigates a broad field whose boundaries are vaguely defined by a trauma of a shared past in slavery, the specificity of a history and geography, and the storytelling guild of which all the participants 10 Studies in 20th & 21st Century Literature, Vol. 28, Iss. 2 [2004] (and reading) is the result of an endless and hybrid process of performance. Chamoiseau's text thus provides the substance of the novel while meticulously avoiding the violent policing of the borders he loosely erects as a temporary structure for his novel. Rather than demanding the removal of the oral, whose most radical expression is the musical, from the literary, rather than keeping the police distinct from its victims and himself apart from his characters, Chamoiseau chooses instead to 12 Studies in 20th & 21st Century Literature, Vol. 28, Iss. 2 [2004] 
